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INTRODUCTION
music educators ge n erRlly agree that improvem e nts
in instructional materials and teaching methods would
simp lify the process of training the young percussionist
who wishes t o play drums in a stage or dance band.

There

is a need far an or ganized method of p ro cedure to help
teachers a nd students in this regard.
In this paper it is proposed to examine the neces-

sar y equipme nt a nd instruments and to analyze the playing
techniques fundamental to adequate performance of stage
band literature.

It is further proposed to show a new

method for stage or dance band drum students based on the
techniques analyzed.
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ESSENTIAL EQUIPMENT
Snaz:e Dz:um
Th e snare dz:um is the most important element of the
drum e n semb l e , a nd its choice should be made wisely ,

The

most widely used size for stage band work is the five inch
by fourteen inch, thou gh other sizes are oreferred by some
musicia ns.

When p urc hasing a snare drum, the highest quality
should be sought ,

A hiqh quality snare drum will give the

player instant response over tho entire drum head, with
crisp, c l ear tonal definition at all dynamic l evels .

~hen

an inexpensive drum is purchas ed , the quality of sound and
the durability suffe r, to say nothin g of appearance.

Lu d-

wig, Rodgers , Slingerland or Gretch drum manufacturers
would be suqgested as sources of purchase.

In the tuninq of a snare rlrum, exactness and balance
c a n be attai ned if th e drum has ten or more tension casings,
My lar (pl as tic) heads have more than proven themselve; and
are r ecomme nded on all drums of indefinite pitch,

Th e batter

head (top head) should be tuned first, with the s n are mech a ni sm released (off).

G to A above middle C is considered

as good resonant pitch for hinh tone quality and is well
withi n the drum's ran ge of pitch ,
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The drum
~.

c~n

Tune in

be tuned in two wa ys:

~criss -cro ss

fashion to insure balance .

b . Tune in a circular fashion.
a~enuate

Either approac h is consid ered

if the tension is

appr oximately equal on each tension casing.

One can, with

practi ce a n d experience, learn to fP.el such tension.
Tuning the snare head (bottom head) i s done in the
same fashion as tuning the batter head, except that as the
pitch is checked the drum must be in playino position so the
loose snares do not interfere.

The snare head should be

the same pitch or a semi-tone hioher to

~ive

greater action

to the snares.
After both heads have been tuned, the snare mechenism can be ennaged.

It is import ant to have the snares

t ens ioned to the point where they
est sound.

~ive

the crispest, clean-

If the snares are too tiqht, the

a choked, restricted sound.

~rum

will have

If the snares are too loose,

the drum will have a fuzzy or muddled sound .

Interior

damoer mechanisms should not be e nq aged because they limit
the drum's ability to resonate.

However, some drummers do

prefer the damper enqaqod.
Mou nting
The snare drum is mounted between the knees in such
a manner that in the drummer's sitting position, the upper
rim will be the same height as the forearm when the forearm
is parallel to the floor.

Th e s n are drum is also tilted

slightly away from the player to allow exe cuti on of rim
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effects more effectively and to coincide with a more natural
arm and wrist position.

The snare release mechanism should be on the left
side to permit the player to

oper~te

it with the left hand,

thus making it possible to continue playinq with the riqht
hand .
The supporting snare drum stand should be of heavy
duty steel construction and should be tiqhtly adjusted to
attain stability.
Bass Drum
The bass drum has diminished in size the past
twenty years, making it more compact and mobile.

Twenty

inches to twenty - two inches is now the most accepted
diameter, and fourteen inches from head to head is tho
most accepted thickness.

Larqer drums are sometimes useq

for staqe band playing because of th e ir
c<~pability .

A good bass drum will produce

penetrating sound of indefinite pitch.
sound is caused by loosely t e nsioned
which most

qre~ter

manuf~cturers

~

dynamic

dead but

This dP.sirnble

he<~ds

and a felt strip

install on the inside of both heClds
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to decr ea se vibration .

Some drumm8rs will fi ll the in side

of the drum with rags or crumpled pa per to att a in a dampe nin g effect.

However, this tends to muffle the drum's ton e

too much and limits thn d ynamic capability.

A well - tuned bass drum will have a loose b a tt e r hea d ,
but not so looso th"t the hP a d will 11rinkl e
T~ ,

o u L~r

h eA ~

<~nL '

sho uld be much tighter and firm,

1 L' lh•H •y ,
lVh e n

the

bass drum is struck, it should produce a low, pitchless
sound with no ring or carry over.
Fo ot pe da l a nd beat e r
A strong and sturdy foot pedal is of utmost importance.

The pedal mechanism should have quick impact r e turn

and should be easy to depress.

The more exp e nsiv e foot

p e dals have fewer moving parts and are thus more depend a bl e
and durable.
The beater attached to the pedal deter min 2 s th e
sound character of the bass drum.

Hard beat 2 rs of cork or

wood are preferr2d in today's sta ge and dance band lit e rature.

Pianissimo to fortissimo effects can be

attain~d

when

a hard beater is combined with the low and loosely tuned
bass drum head as described earlier.
~l ount

inq
The bass drum and foot pedal are mount e d on th e

floor .

most of the newer bass drums are equip ped with l a r ge

angle spurs to give the drum more stability.

It i s su qqes t e d
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the outer side of the drum be elevated one or two inches to
le ssen the drum's tend e ncy to creep away as a r esult of tho
pressure exerted by the pedal.

Tom -T oms
Tom-toms are used for color effects and are not
considered as important as the snare or bass drums.
Tenor tom-toms
The tenor tom-tom sizes rang e from eight inch Ps by
twelve inches to nine inches by thirteen inches.

This drum

is usually mounted on the bass drum in such a manner that it
is directly in front of the snare drum, tilted sliqhtly toward the player .

~
oo;sCJ
dn"m

snare
dr~.Art'l

Each individual drummer will adjust his drum outfit
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to best suit his own needs and comfort.
gestio ns however, a re

st~ndard

Th e preceding sug-

practice and are followed by

most professional drummers.
B~ss

or floor tom-tom
The bass or floor tom-tom is mounted to the imme-

diate riqht side of the play e r
color effFJcts.
mounted on

~nd

is used for

addition~ l

The drum is usually

thre~

adjustable legs.

The most popular sizes are
sixteen inches by sixt ee n inches

~nd

fourteen inches by fourteen inches.

I

Because of the cylindrical shape of
drums, size is deceiving.

It is therefore suggested that

a qood catalogue be consulted when ordering drums to obtain
the size desired.

Assuming that the snare drum is tuned properly as
previously described, the tom-tom should be tuned in thirds
or fourths below the snare drum.

Susp e nde d Cy mbals
The basic sound used by a stage band drumme r is
of the cymbals .

The drums

~dd

th~t

rhythmic emphasis and fills,
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but

th ~

cymbals

the most continuous sound heard .

a r~

The sele ction of the riqht cymbels for the ri qht
si tu etion i s a diffic ult on e e v e n fo r a seasoned drumm er .
One s ur e a nd r e liable guidelina in cymbal selection is to
choo se the ve ry bBs t pos sible cym ba l mad e .

many cymbals on

the mark e t to day ar e e con om ic a l to purchase but are inf e rior
i n tonal quality .

It is the suggestion of this writer that

on e s e l ect e ith e r Auedis Zildji a n or Paiste ( pronounced
Pie - stee ) cymbals .
Rirl~

cy mba l
Th e ride cymbal is usually a larg e r (ei ght een to

tw e nty-two inch es ) cymbal with whi ch t he stage or co mbo
d ru mme r provides a continuous ride rhythm to support the
flow of music .

Thi s typ e of cymbal is us ually manufactur e d

with this purpose in mind, a nd it q iv es a cl ea r continuou s
so und with ea ch not e distinguishabl e .
cymbal is important .
to the thickn ess :

Th e thickness of the

riv e a re co mmo n ly a vail able according

(l) paper thin, (2) thin, (3) medium,

(4) medium ride, (5) h ~a vy.
The thinner the cymbal, th e slower the r ate of vibr a tion and the more sustain e d or leoato the sound when
str uck with a drum stick or mall et .

Th e thicker the cymbal,

the faster the rat e of vibration a nd th e more staccato the
sound .

Most drumm e rs agree that th e medium or medium rid e

cymb a l is best suited for th e ridino function bP.caus e of it s
fine ton e quality and its def inition of sound in various
rhythms .
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Cr Ash cymb"l
The crash cymb a l is generally smal l er (fifte~n to
seventeen inch es ) and is used fo r dynamic emphasis .
term "cr as h" applies to a single, vigorous
shaft of the stick .
as a cr as h cymbal.

v ~ry

strok~

Th e

with the

oftP.n the ridP. cymbal can be used

Thu s , many professional drummers do not

emp loy a single cymbal as a crash cymbal.
Sizzle c ymbals
Sizzle cymbals ere used for th e ir anility to sustain

A good sizzl e cymbal will have four to eiqht smal l

a so und,

rivets spaced evenly in a symmetrical fashion around

th ~

center portion of the cymbal.

n•c~~
• . , I.
S,de

v1ew

Whe n the cymb al is struck and put into vibrating
motion, the rivets vibrat e long after the initial sou nd of
th~

cymbal has ceas ed .

sizzling sound.

This makes an

int e r ~st in g

fill,

This type of cymbal is vRry popular to day

and most drumm e rs use it,

It is recommended that a good

cymb a l be riveted by the factory rather than do -i t-yourself
riveting.
Position
Th e corr e ct position for th e ri de cymbal is to the
riqht of the drummer while the

sizzl~

cy mba l is to the left .
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~1ount

ina
Mounting of suspended cymbals for the utmost in

accessibility is important.

The cymbal should not be mount-

ed too low or tilted to such a

d~gree

the stick strikes the cymbal .

Instead, thP cymbal should be

mounted hioh enouqh that

is

shaft of the stick as

th~re

w~ll

as the

that only the bead of

~asy

access to it with the

b~ad.

Thus, many inter-

esting sounds and colors can be obtained,

High Hat Cymbals
The most important time-keeping device in the drum
outfit is the high hat, sometimes referred to as the sock
cymbals .

The h i ah hat is usually the portion of the outfit

which is played improperly .
should

b~

us~d .

Two matched or married cymbals

These cymbals are matched accordinq to

likeness by the better cymbal manufacturers, and it is suggested agai n to obtain the finest .

Hiqh hat cymbal sizes

generally ra n ge from twelve inches to fifteen inches.
teen inches to fifteen inches is the most

pref~rred

Four-

size.

The hiqh hat stand should also be of the finest
quality with a good spring mechanism .

The manner in which
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the hiqh hat is played and assembled will be discussed later.
Sticks

an~

Brushes

There are many stick sizes and weiohts available
today .

most drummers have individual preferences.

da nc e band wo rk, a medium size stick is preferable.

for
Nylo n

ti pped stic ks are becomin g popular because the bead lasts
much lon ge r .
Brushes should be of hi qh quality with hard stainless s te el wi r e .

Plastic shafts are preferable over rubber.

Quality equipment car ef ully selected and well positioned is e s sent ial to a ny drummer's s ucc ess .

Once the

prope r eq uipment has been obt ai ned the drummer must then
l ea rn how to use it to advantage throu gh mothodical practice
a nd instruction .
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RUDIMENTS
It is essential that the rlrummer learn how to op e rate each piece of equipment separately and in combinati on
with other pieces of equipment.

The following seri e s of

exercises is proposed as a me ans of mastering the component
parts of the drum set se paratoly and together,
Hioh

H~t

and Bass Drum

First is the operation of the bass drum and hiqh hat,
Ti1e function of the bass drum and high hat is to provide a
foundation on which all other activities with the drum outfit ar e based,
On all exercises, the student srould count out loud,
on e , two, three, four, on e , two, three, etc,

With t he ri qht

foot, practice the following exercise using a li qht pr e ssing
motion with the bass drum pedal,

Do not pound the drum,

When a sense of feel and control has been reached with the
bass drum, add the high hat .
The high hat cymbals should be adjusted to ap p roximately one inch clearance between the cymbals before pressing the pedal.
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?roper tdt

The bottom cymbal should be tilted slightly so the cymbals'
meet in g wi ll oroduce a sound,

If the cymbals are parallel,

they will meet so perfectly that there will be little if any
sound produced,

If the bottom cymbal is tilted too much, it

will produce a slapping sound which is undesirable,
Place the left foot on the pedal and press down
firmly,

As the toe of the foot depresses the pedal, the

heel rises abruptly in the same motion,

This action with

the toe and heel gives the top cymbal the force needed to
produce a firm clean "chick" sound,
Practice the following exercise using the high hat
on beats two and four.

The heel of the left foot should

fall on beats one and two ,

Count out loud, one, two, three,

four, or heel, toe, heel, toe, etc ,

T

IP t r
;/;

'-

T

b

r
lf

T

H

H

T

T

~F** r , rd
g

I

'-

"5

'I

I

)..

'1-

Whe n the heel-toe procedure feels relaxed, add the
bass drum,

Practice the following exercise for several

minutes at a time,

Again count aloud,

14
hTHT

HTHT

HTHT

HTHT

In tod a y's stageband literature, the bass drum is
used extensively for accents and rhythmic reinforc ement on
dynamic passages.
Using the bass drum and hiqh hat together, practice
the following exercise and note accents.

The bass drum is frequently accented on the "and" or
"up" beat.

This cre ates rhythmic interest under the ride

rhythm which is provided by the cymbals or brushes, ana also
reinforces the string bass patterns.

Such bass drum rhythms

nre very popular in rock - and- roll and jazz .

They should be

mastered and used tastefully,

Pi f if 8$---9=-lelr if l e
,.

.,.

'>

.,.

¥We 1 r~e~~
>

>"'7

":>.,

>";:>

";:>::..

>>

>

It should be noted that in most of the staoe band
literature today, the bass drum plays on beats on e and three
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rather

th~n

on one, two, three, four, priffiarily b2cause Lhe

cne and three beat crRat8s a smoother texture of the music

and also becBuse tno string bnss usually orovides a continuous drive to the music,
The followinq bass drum and high hat pattern is
standard for most LBtin or Afro-Cuban rhythms,

When considering 3/4 meter, it is well to remember
that most drummers are initially conditioned to 4/4 meter,
and as a r esult learning 3/4 does present problems in the
operation of a drum outfit.
The following pattern is a standard rhythm for wost
waltzes of medium tempo ,

Be sure to engage the high hat

firmly,

For faster jazz waltzes, the following pattern is
used mostly for its less laborious high hat pattern .
the additional bass drum involvement ,

Note

The followino variAtion with the hich hat mAy be
used on fAster waltzes.

There are several colorful rhythms and textures
which can be played on the high hat.
valuable on slow ballads when the
creative expe rimentation.

They are especially

dru~mer

hHs time

One such hiqh hat

fo~

innova~ion

is

brinoing the cymbals toqether and instantly r eleAsino them
slightly so they can ring together.

It is a type of toe - tap

Th e Riqht H<'!nd
~ hen

the use of the bass drum Hnd high hat has been

mAstered, attention must be given to the rhythms played by
the riqht hand.
The ri de rhythm, whi ch is that rhythm continually
played throughout a dance or stage band number, is played
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constantly by the druQmer either with sticks or brushrs.
This rhythm orovides the basis and mood for the music, and
it never ceases except

for breaks or fills which th2

rlru~~er

also provides.
There are three common rhythmic textures whi ch are
used in most stAge band literature,

The cymbal is struck

abo ut midway between the buloe and the outer edge with a
small bead, medium weioht stick.

for greater dynamic effect,

the cymbal is struck at right angles.
effect, a glancing stroke is used.

for less dynamic

It is important to strike

the cymbal in the same area each time to produce a consistent sound.
Utilizing the bass drum and high hat practice the

The first two rhythms can be played on the high hat
very effectively,

Stroke the

hiq~

hat cymbal in a glancing

motion about half way between the bulqe and the rim.
The hiqh hat is operated in the same manner as previously described (counts two and four), one exce~ticn beinq

th~t

t!1e cymbals are allou.ed to rinq aqainst

counts one anci tu:o

t!Jherf-?

the oua r ter note s

e8c~

fnll.

oth8r on
ThP. dotted

eiohth and sixteenths or trip let fiqures a r e oleyed on counts
th ~ Pe

and four ,

~u c h

o r act ic e and experie nce

~ill

indicAte

the right amount of li ft to give the top cymb al,
Th e interesting hi gh hat effect in the next exer ci se
is that th e top cy mbal is lifte d durinq the pl ayino of the
second and th ird eighth notes of th e triplet, g ivin o ea ch
note a different texture as the pr ess ure is rele ased ,
Arrows in the exercise indicate the direction of the top
cymbal,

Practi c e th e e xercise to qain control a nd feel .

Then co mbine this and t he previous exe rci se into a long exercise.,

Assuming the drummer ha s two ride cym ba ls a nd a high
hat, he can produce thr ee different sound textures .

Cne

cardinal rule in playing in a dance or stage band is that
never should a drummer chanqe cy mbals during a chorus or
bridge on a gi ven tune unless so indicated in the music,
The r eason for this is that such a change destroys the continuity of the cy mbal sound .

A change should bn made a t the

beginning of a new choru s (usuelly eiqht or t we lv e bars).
The ri gh t hand is als o used to produce cr ash effects.
Often a crash effect is

desi~ed

du ~ino

the ri de rnythm.

This
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is easily done with a qlancino stroke wi th the shaft nf the
ri~ht

st ic k,

Pr actice the followi ng e xercis e us in g the

shaft on 811 notes marked (S),

A ringing bell-like effect can be obtained from
str.king the ride cymbal on t he bulge or center portion of
the cy mbal ,

Practice the following exercise striking the

bulge on all not e s indicat ed with the letter (3).
(8\

(BI

(5)

(Bl

(sl.

(5!

Hfj.ft~At?
The Left Hand
The left hand serves a multiple purpose in stage or
dance band drumming ,

It works in direct relation with the

rioht hand in rolls, fills, and solos,

It adds rhyth mi c

color under the ride rhythm whi ch is provided by the ri g ht
hand, a nd it gives a backing or fill to the rioht hand in
brush work ,
In jazz or swing music, th e rhythms played by th e
l ef t hand on the snare dr um and tom-toms are usually nonrepetitive,

That is, inter est is created by rhythms that

do not rep eat or occur in a ny prescribed form.

Rhythms

which do occur in repeated form a r e used in rock-and-r oll

20
a~d

Latin music and will be discussed l ater.

Play the left hanrl rhythm with the bass drum and
high hat only.

Do not add the ride cymbal until the left

hanrl is mastered.

An interesting left hand rhythm is cre ated by
triplets and omitting the first eighth note.

usin~

Notice the

quarter note ride rhythm.

,.
I·

•

Left hand press rolls can be us ed tastefully to enhance the mood and drive of up-tempo numbers,

A rather difficult left hand pattern is playing
quarter not e triplets against 4/4 time (six to four or three
to two).

When olaying six against four the rhythm would have

a combined sound as follows:
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In the next ex e rcise the same 6/4 rhythm is written
with flams on one and four.
inr1icated,

Be sure to observe the sticking

Do not acc ent the flams,

Pft-t~6hD-F3
'R

lR

"R

L

LR.

L

Then practice the same 6/4 rhythm with the opoosite
sticking as indicated.

;pt

lf l)i
'-'
L

n
'R

L

,j
"R

~ ~·r------,~.
R.
"'

?I
'-'

c1

,

L

Having mastered these two exercises put the right
stick on the ride cymbal and the left stick on the snare
drum and play these same two exercises in this manner until
the rhythm feels secure and natur al .
The proper notation wil l now be used,

Be sure to

keep the 4/4 time feeling during the 6/4 measures .
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In the following exercise the triplet figure will
shift from tho left to the right hand,

This exercise is

excellent in training rioht a n d left hand independence,
Notice the entire exercise is in 4/4 meter rather than in
6/4,

3

3

Brushes
Tha use of brushes is very extensive in stage and
d8nce band drumming,

They provide a smooth ride rhythm

without the constant use of the ride cymbals,

Brushes are

generally used for slower softer pieces, but this is not
always the rul e ,

They c an be used for fast rhythms as well.

For the ride rhythm, it is traditional to play the ride
rhythm with the right brush and a fill or sweeping motion
with the left brush ,
In the next exercise operate the bass drum and hioh
hat as prev iousl y instructed,

Place the left brush against

the snare drum head and make a small circle (about five or
six inches in diameter) in a counterclockwise direction"
Make one complete circle for every beat,

Practice until the

cne beat-one circle feels

natur~l

and

symbol (8) should aid the student.
steady.

rhyth~ic.

The circle

Keep the tempo slouc and

Keep the loft hand circles at the edge of the drum

head nearest the drummere

rr=rf~F

~

<j

I

;1..

3

'/

Now make t•;•o cornplete circles with the left brush
for every beat .

v=t

Aoain keep the tempo slow and steady .
':)

'")

j

')

When the circlinq function is mastered, utilize tho
right hand .

Now play the quarter notes with an anqular

glancinq stroke keeping the right brush very c lose to the
head.

This stroking technique will give a very smooth lega-

to sound which is desirable for soft and slow ballads.

3e

sure to enqage the high hat firmly.

Next add the ride rhythms discussed earlier to the
cymbal playing.

Play thG ex8rcise at a slow tempo.

Keep the

tip of the r ight brush touching the head at all times.
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To attain a clean staccato texture with brushes,
strike the drum head with a more direct stroke.
is more desirable for faster

This aooroAch

te~pos.

The proper stroke technique with brushes is quite
different from that of a stick or mallet.

Because of the

flexibility of the wire brush, the stroke is a rapid wrist
snap that stops quickly before the wires touch the head.

As

a result of this sudden stop, the momentum carries the wires
onto the head and off again very rapidly.

Practice utiliz-

inq a wrist snap to attain the staccato texture.

The use of accents in brush work is an absolute
necessity.

Practice the following example and execute the

accents with the right hand only.

Be certain to keep the

left brush in a single or double circular fashion.
Typical of the jazz idiom is the holding back technique of note

treat~ent.

the ''and'' or ''up'' beat.

This is especially important on
In the next exc:cise be certain to

play the triplet figures late enouqh,

Actually, in inter-

prating the docted eighth and sixteenth properly, it should
be written as eighth note triplets with the center eighth

L5
no~e

::,mitted.

In another rhythm with brushes, the third eiqhth
note of the triolct is heavily accented.

This exe rcis e is

done with both brushes hand to hand.

Four and five stroke ruffs also add color and interest to brush work.

Practice until each stroke is clean and

concise and the last note heavily accented.

At this point mention should be made that in most
instances when a ride cymbal or cr ash cymbal is struck in a
sinole note, it is accented with a bass drum unison.
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Soveral rhythrns aro essential to today's stagG or
dance band

riru~mer.

Ho~over,

detnr~ininq

important role in

individual tastA plcys en
how successful a

be in int erDret ino ths rhythms.

rlrum~R~

will

Experience and car eful

listening to other drummers will help in developing a suit eble drummer.

Bnllnd (soft, slow tune)
Lne of the most outstanding attributes of a well equipped drummer is his awarPness of the volume of the
others in the band or small group.

Playing softly reauires

much more ability and finesse than loud, hard playino.
Drummers todny tend to play too loud and seem to lack the
ability to use the little delicate touches with brushes
which can enhance the

m~ny

ballads.

A drummer can inter -

pret a ballad in a most fittinq manner if he plays a very
light, non -c onfining bass drum.

The high hat should be

solid and accurate; the brush work should be delicate and
tasteful, but never over-powering.

Simplicity is important

here.
A fneling of intensity without increasing volume is
often desirable in

pl~ying

b~llads.

A single

h~nd

cymbal

roll with a soft mallet is one way to attain this feeling.
Play the cymbal roll on the large ride cymbal with a soft
ty~peni

mallet.

brush ooing.

Keep the sweeping motion with the loft

Use the riaht hand for the roll.

noted thAt cy mbal

~ol~s

It should bo

are more dPsirBble on regular ride

cymbals rather than on sizzle cymbals.

The rolls result in
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a ourP.r sound.

Next is suogested th e prop er
e i ght bar chorus of a ballad,

not~tion

for a

typic~l

Notice the dynamic ma rkinos.

nlnd iu m or uo-temoo swinq (jazz)

In medium or up - tempo swing, much inter es t can be
created with additional activity with the left hand, bass
drum and high hat.

Next a Latin flavor can be attained under the ride
rhythm by us in g a light tom- tom beat on the fourth beat.
se c ond beat i s a rim tap.

The

Rim tap r efers to striking the ri m

of the snare drum with the butt end of the stick, holdin g th e

bead firmly against the head at all times,

Be cert ai n to

play the se c ond eighth note in the triplet figure late enough.
The r im tap

illustr~te d

r-ide r-hythms,

here is used extensively under j azz
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In supporting a jazz beat, the drummer can enhance
the music with Rll of the bass drum and left hand rhythms
creviously discussed.
and when.

The oroblem exists in how much to do

Experience throuoh listening and playing will

he lp the drummer develop a sense of feel for extra rhythmic
activity.

Some possible rhythms which can be utilized in
waltzes are suggested.

The bass drum is kept very soft,

the high hat is accurate and solid, and the brushes are
smooth and legato.

Faster jazz waltzes are played with more demr.nding
facility.

The brush work is more staccato in nature.

The

high hat must again be accurate and must be heard with a
clean, hard chick.
following exercises.

Sticks or brushes may be used in the

29

Shuffle be:ot
The shuffle beat is a very p~~Jlar semi - rock beat
used by many professional groups.

The following rhythm is

the most common.

Hock-and-roll
Rock beats are being incoroorated into our music
~ore today than in the past.

The technique in "rock" drum-

ming is a strong d iving beat of great dynamic force.

The

most outstanding characteristic of rock - and-roll is its
never-changing rhyth mic pattern and its lack of dy namic or
rhythmic color.

Rock - and-roll is always loud.
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~uch

interest eRn be creRterl in rock-and-roll if

t~e

drummer uses a sinqle paradiddle ·with the riqht hand on the

cymbal and the left hand on the snare drum.
The bossa nova rhythm can also be employed to create
intP.rest and a welcome change of pace in rock - and-roll drumminq.

Latin rhythms

Latin rhythms are some of the most complicated
rhythms in stage and dance band literature today, and thP.ir
mastery is esspntial for a complete drummer.

often have difficulty mastering these rhythms.

Young drummers

They should

be fully acquainted with the drum outfit because Latin
rhythms utilize almost every

obt~inable

sound color.

A great

deal of listening and observation is very helpful in instilling one utith a sense of Latin rhythms.

Cha cha, - -The outstanding characteristic of cha cha
is the continual accent on each beat.

Actually, the cha cha

rhythm is quite simple but its simplicity often makes it
difficult because it must be played with very accurate continuity,

As in

roc~-and-roll,

the ride rhythm is a series of

straight einhth notes played by the rinht hand.
hand

~lay5

2ccenteri

~uart1~r

The left

notes usually an a cow bAll o

If timbales are available, the right hand olays
either on a suspended cymbal or the shell of one of the timbales.

The loft hand would play on a cow boll which should

have a heavy "clank'; sound luithout excessive ring,
An occasional rim shot on the timbales adds color to
the rhythm.

~lay

all rim shots in the next exercise with the

left hand, keeping the cow-bell rhythm on the beat,

The majority of cho cha tunes have a t wo bar break
at the end of each chorus (seventh and eighth measures)
which the drummer usually fills.

In

th~

next exercise a

series of two measure breaks a r e wri tten as possible solo
breaks.
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Beouine or rhumbA.- - The beguine or rhumba is similar
to the cha cha exceot thet it has a smoother texture without
the dominating accent on each beat.

The basic beguine

rhythm is as follows:

The sticking pattern applied to such rhythms is
important.

Practice the following series of sixteenth notes

observing the sticking carefully.

lifJ i ,&JJ----JJ-liR+J~
KLRR

LR.fi..L

R.LI'R

LR.R.L

The following hAcuine rhythm is based on the above
exercise.
iom-tom

o¥1
L

L

A

vari~tion

puttino the riqht
Us~

th8 rim.

stic~c

on the ririe

dance beAt which

c~n

cym~al

bR nlayed by
Rnrl

the left

t~e

cym~al

for a

samba is a

ra~he~

fast and exciting

the b0lqe of

58mb~.--Th2

~hvthm

of the saffie

~oses

cl~a~e~

some difficulty in playing.

o~

socnd.

Sixteenth

notes in various drum arranoements usually give a suitable
flavor

~o

the rhythm.

The rhythm of the beguine as pre -

viously discussed can also be used.
The left hand plays rim taps.

The right hand

~lays

on the snzre drum with a muff l ed sound as a result of the

left hand r esting against the head.

Another effective samba beat with sixteenth notes

involves shifting back and
tom - toms.

fo~th

between the snare dr um and

This s hi fting fu nction is done with the ri ght

sti ck only.
inq rim t ap s.

The l eft stick r emains on the snare drum playFor a sharper sounrl, leave the snares on.

3!1

3os~R

nova or

i8ZZ snmbn. -- The bossq nova is one of

the newest rhythms to come from Brazil in recent years and is
It is a most refreshing rhythm, and its

vr>ry popular.
is essential

t~e

or

com~lete

~astery

stage band drucmcr.

The basic bossa nova rhythm is written in the next
exorcise.

Like many other Latin rhythms, it is based on a

two bar pattern .

Fi r st practice this pattern with only the
Whe n th e rhythm

left stick (rim tap) and the bass drum.

beoins to feel natural add the high hat and the eightn note
ride rhythm with the riqht hand.

The rhythm is strict and

repetitive and uses no tom- toms.

K,,\,l \,"M
\..eft 1-\e>,r.d

I

tft f
I

T

J.r

3 T J..f -r

J

r~r

3

r

<-ft

Another approach to bossa nova is with a brush in
the r i ght hand and the stick rim tap with the left hand.

lf24;
-

;klf) ~~ ·.cfd#==Jcf_kb~~~~1n~~;' ;+~;h~~'m
I

I

-=-1

~

top

crevicus exercise.

Afro- Cub an rhvthm.--The Afro-Cuban rhythm is less
complex then the bossa nova and Uses a tom-tom oeat.

It is

also written in n two measure pattern as follows:

;lay the rhythm with the shaft of the riqht stick on the
bulge of the ri~e cymbal.
the =ight is well founded.

Do not add the left stic~ ~ntil
5ecause this rhythm is difficult

to master with both hands together much time practicing
hands separstely will be required.

Once the drummer has mastered these techniques and
rhythms in addition to CErtain rudiments suggested later,
he has the powe
at will.

to change the rhythmic texture of a piece

He is an essential part of the staqo band.
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STt..GE bA D D~U .... - -.G

The complete dru,

in t

Q

t rad '· c'

the master of all twenty-six drvr rLJr-.r'r
t~e ;\c.tion<:!l .C.ssociation cf RuOime. t:31

)rt... .. .,,e:rs, t... ...... r1. D.

However, some of the twenty - six rudiments are not necessarily
employed in stage band drumming technioues,

The following

~tJdiments are sugqested hBre, and are recommended as

essential rudiments to be mas~ered in order to perform

adequately the literature of today's stage band,
The long roll:

T~e

five stroke roll:

The seven stroke roll:
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The dGuble parHdidjle:
>

Single stroke roll:

Single stroke roll:

The single paradiddle:

>
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But the Lonely Heart

• Tschaikoms!<y
Ola ::- imbe

Lynne reerrill, pieno
Ti"-pani Bassa Nove
Andante

• • • • Schinstine

Timpani

• • • • • o
••
~ • • • • Les ~errill
Strinq Quartet
Laura Jeffs, violin
Dan Pack, viola
Gae lyn Allen, violin
l8e Ann Allen, cello

Lecture-Demonstration •
Les ~errill
IIi\ P::-o posed Stage Band Drum r:.ethod"
Jazz Trio
John Larson, piano
Rick Jones, bass
los ~err ill , drums
In oa rt ial fulfillment of the oraduation reouirRrnents
for the ~aster of ~usic degree in music Education

Fine A"ts Center
Instrumental Rehearsal Kall
Thursday Evening
Auoust Seventeenth
-Eigh t O'Clock

The main objective of th e l ecture -r e cit al was the
presen&ation of the proposed staqe band drum method already
covcrea in its en~ira~y.
ing

oercuss~o~

f!onR

~arks

The writer did perform the follow-

orior to

But the Lonely

~emonstratinq

He~rtp

the m2thod.

comoosed by Peter Tschai-

kowsk y and ar ranqed for marimba by Jose Bethancourt was the
first selection.

This marimba solo with piano accompaniment

utilized a tremolo technique throughout.

It '"""s necessa::y

to wor!< out careful stickinqs in orr1er to move from one bar

to another smoothly and to sustain the andante nature of
work .

t~e

The work lent itself nicely to the mellow voice of

the marimbo.

The writer used soft yarn mallets for a softer

dynamic effect.
The second number on the oroqram was an unaccompanied timpani solo by William Schinstine, Timoani 8Assa ~ova

(sic).

The work was oased on the accsnLs used in ths Bra-

zilian bossa nova rhythm.
1uere

used.

Two drums, A flat and D flat,

The bossa nova flavor was attained throuoh the

use of accents on the high (A - fla ~) drum and then reve~sed

on the low (0- flat) drum,

It Kas necessary for the perform-

sr to display equal facility with both mallets.

Sticking

patterns u1ere necess~ry to ma~e the rapid chanqes from one
drum to the othero

~.ediu~

modate the piano to

fo:ti~si~o

ha~d

m2~lets

were used

range in oynamicso

~a

acco~ -

;Jr::rformance of *'And<1nt.G, 11 the turiter~s oriqina.l com position
fc~

s~rino

s _cn~ent

OtJsrtEt.

The oiece W?S composed

in a music thPory sPminer.

The

~s

a

f~nal

COiieGC~ition

b8sed on a simple tu1o ~easu:e theme in 4/4 time.

as-

i~

The theme

is developed in C major and ouickly shifts in tonality to
G-flat r.iGJDr.

The

tha~8

is then repeated in the same manner

exceot the harmony in the lower voices is changed by means of
dual modality,

Retrograde inversion is then used in a dif -

ferent harmonic structure of primarily parallel chords of
major ninths, elevenths an~ thirteenths,

~eter changes of

3/4 time and 2/4 time aro introduced, yet the basic theme is
still apparent,

The piece ends in a slowRr, more sombre

fashion, using strict parallelism of all chords.

No key

cRnter is ever establishorl because of continual us8 of
shiftino tonality.

The demonstrAtion of the prooosed stage band drum
method was the final portion of the lecture-recital.

The

~ethod was explained by a narrator while the writer demon-

strated on drums,

A piano player and a string ~ass player

helped demonstrate musicel examples of the method .

Several

jezz, Latin - American end rock-and - roll numbers were used.

S~1·~~~ARY

A~D

CGNCLJSICN

The st?.cc band in h:qh schools ~nd colleqes has
ex~Rrience~ an upsurqe

in popularity over the past ten ye~rs.

7hese bands have civen young ~usicians ~n o~oortunity to ex cress themsRlvss in a musical idiom which all too often is
nRclected or misunderstood.

learninq to read and interpret

j~zz -infl uenced music has become a part of the music disci -

cline in our schools.

The staoe band drummar is o~tsn left

to create his own course in the music as a restJlt of the

complexity of his equiomont.

He is often left to teach him-

self how to utilize each part of the equipment to best
interpret che

literctur~.

The des cription and explanation of the essential
ecuipment prov ides a guideline for the proper selection
and assembly of the drum ensemble.

This infor~ation is

valuable to both musician and teacher.
The proposed met~od is desioned to cl arify and
ass ist the drum student ~nd the teacher in the best interoretation of the drum part of the staqe band.

rhythms and stickings were writtAn to show

~he

~rccisP

proper use

of drums in interpreting jazz, rock-and-roll and latinAmerican musical forms.

Through this met~od the staqe ba~d

druwmer may develoo his ability to olay all the rhyth~s
used in tod2y's American rlance

mus~Ce

